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Chapter 1: The Preliminary Design Process
1.1: Initial Design Meeting
The creation of any theatrical work is an intense and extremely collaborative 
process, and the University of Maryland's School of Theatre, Dance, and 
Performance Studies' co-production with the National Academy of Chinese Theatre 
Arts of William Shakespeare's A Midsummer Night's Dream, was an exemplary 
example of this. It is the usual practice for the design team and director of any 
production to begin this collaborative process together. However, my addition to the 
design team as the lighting designer came later in the process than is customary at the 
University of Maryland. While the design and creative team of the production 
completely overcame this slight set back, I was disadvantaged of joining the process 
after director Mitchell Hébert, and costume and scenic designers Andrew Kaufman 
and Laree Lenz respectively had reached final designs for Midsummer. 
As students in the design program of the School of Theatre, Dance, and 
Performance Studies, we are encouraged to explore a piece on our own prior to a 
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meeting with a director. As such, my approach to the lighting design of A 
Midsummer Night's Dream began with me formulating a design concept to prepare 
for my initial meeting with Mitchell Hébert. Going in to this process, I was already 
well-informed of the strong traditional Chinese influence in both the visual world and 
the people of our production: half of the cast were Chinese students at NACTA and in 
our bilingual production, the performers would all be speaking their native language. 
I also knew that the director and design team had already explored that this world 
would be divided into the Peking-opera infused world of the court and the silk-tree 
stylization of the forest. 
My initial concept for the lighting design – written into a one-page statement 
and supplemented with visual research –  was inspired by the strong design work and 
collaboration that had already been carried out by Hébert and the design team. This 
concept statement was not something that I directly shared with Hébert, but rather 
was a personal exercise to begin my process by allowing me to access and develop a 
connection to the people and the world of Midsummer, as well as better articulate my 
design ideas.  It was my hope that while my initial point of view towards the lovers 
and their search for the freedom to love might not be relevant to the director's vision, 
I would be able to demonstrate my emotional investment in this world, and my ideas 
could be guided, live, breathe, and grow with Hébert's as a participant and 
collaborator in the creation of our production:
A wave of sunlight blasts through the majestic towers of bamboo, 
cutting blades of snow-white into the bamboo floor. The sunlight 
pouring down across Theseus' shoulders, his regal shadow stretches 
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out beside him. The world of the court in William Shakespeare's A 
Midsummer Night's Dream is one built in the spirit of tradition. As 
beautiful and powerful as the structured silk worn by the people of the 
court, the blazing sunlight reinforces the ideals of Theseus and his 
attendants, but it is not made to nurture our four lovers as their destiny 
appears to be handed to them. 
It is with a mysterious suddenness, that we enter the forest. The 
fluidly flowing trees shimmer in and out of the soft lavender dusting 
of a twilight sky. Fairies flit among the trees, gliding through the 
ember speckles of fireflies. Plucked out from the increasing depth of 
velvety ocean blues with the comforting hand of an apricot glow, the 
lovers are free to experience nothing but youthful rush of emotion and 
passion. 
Morning arises and the lilac fog of cupid's flower begins to lift. 
Puck has set things right with the lovers, and Theseus finds their love 
in a balance. Having realized their power of controlling their emotions 
rather than trying to control their surrounds, the lovers blend the two 
worlds of the court and the forest, of tradition and youth. The sunlight 
still streams down across their shoulders, but this time it is softened as 
greeted by the heartfelt warmth of the lovers, opening the way for the 
mechanicals to begin their play. 
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At my initial design meeting with Mitchell Hébert, I shared the visual research 
I had developed for A Midsummer Night's Dream with my concept statement. At this 
point, my research focused on establishing the two separate worlds of the court and 
the forests. Knowing that the world of the court would be strongly influenced by 
traditional Peking Opera, I wanted to incorporate the blazing light with which the 
operas are lit, with a naturalism that would also enhance the bold and structured silk 
costumes and the rigid and powerfully imposing bamboo of the scenic design. I was 
very much drawn to the high-contrast, high-intensity of Eric Cone's Axis (Fig 1.1) as 
inspiration for the court, which contained the quality of an oppressively powerful 
mid-day sun.
Fig. 1.1. Research Image: The Court (Cone)
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The forest on the other hand 
was to be a magical world in which 
the magical passions of the fairies 
felt at home. I found the pointillism 
to be a very compelling style with 
which to create this magical forest 
in Ton Dubbeldam's Early Spring 
(Fig. 1.2). The dapple of texture 
hinted at naturalism in the same 
way as the touches of flowers in the 
fairies' costume and the stature of 
the silk trees while retaining the 
passion-driven fantasy that existed 
in the forest. 
Overall, Hébert responded 
positively to my initial research and 
design ideas. He encouraged me to 
keep the design ideas simple in the 
interest of the challenges of 
working in multiple languages and 
with two different cultures, our 
limited time in technical rehearsals 
Fig. 1.2. Research Image: The Forest 
(Dubbeldam)
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for such a large and complex production,  and most importantly to be unified with the 
other aesthetics of the world Hébert and the other members of the design team were 
creating. This simple-but-powerful aesthetic became a very important idea to my 
design and would very much guide my vision for the lighting design throughout the 
process. Hébert recognized that the high-contrast stylization of the court would result 
in some shadow combined with the gleaming intensity of sunlight, but he expressed 
interest in the idea.  Hébert's thoughts for embodying the magic of the forest through 
sound and lighting enhanced my existing ideas, and together we developed a concept 
for a forest that was controlled by the magical creatures that lived there: Just as the 
fairies had the power to create the forest around them with the silk trees, their 
presence could have a visceral impact on the lighting. We also discussed that 
followspots could be implemented in the forest to allow us to highlight the fairies 
while maintaining the magical quality around them.
1.2: Continuing Design Meetings
Following the initial design meeting for A Midsummer Night's Dream I 
continued to shift and develop my lighting design concept through the collaboration, 
discussion, and exploration of the piece with Mitchell Hébert and the rest of the 
design team. Throughout this process the two initial research images I had shared 
with Hébert remained relevant to the design while allowing me to further expand 
upon my ideas, and adjust my lighting design concept such that it would better benefit 
the director's vision and storytelling. 
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The biggest conceptual change in the lighting during this preliminary design 
process was my shift in focus of the point of view from the lovers to the mechanical. 
As a team, we discussed the mechanicals' world throughout the design process as one 
that existed somewhere between the two worlds of the court and the forest, both in its 
representation with Andrew Kaufman's scenery and in the lighting. Matt Neilson 
joined the design team as the sound designer, and Mark Halpern and Aaron Bliden 
joined as composers and musical directors for original songs that we would be adding 
for the mechanical scenes to further develop them as characters. Hébert also 
presented the design team with his idea that the story we would be telling in our 
production of Midsummer would be Nick Bottom's dream. As a result of these 
discussions, I shifted my concept to emphasize Bottom's story. In my presenting 
Bottom's story as the through-line that connected the worlds and characters of the 
play, I was able to better conceptualize the play as a whole. 
During our subsequent design meetings, my ideas for the lighting of the court 
remained relatively unchanged from that which I presented at my initial design 
meeting with Hébert. The high-contrast daylight that first captured me in Cone's 
painting continued to serves as inspiration in my further development of my visual 
research as seen in figure 1.3. However, in a world that felt grounded in nature with 
the boldly towering bamboo of Andrew Kaufman's court and the strong inclusion of 
flora in Laree Lenz' forest costumes, I wanted to clarify how the stylized lighting of 
the court could fit in a naturalistic world, albeit exaggerated. I was able to do this with 
a bold sky that was supported with the large rear projection screen (RP) provided in 
Kaufman's scenic design (Fig. 1.4). 
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Fig. 1.3 (top). Research Plate One: The Court; Fig. 1.4 (bottom). Research Plate Two: The Court
8
Lenz had developed the idea of integrating lights into the fairies' costumes to 
add to the magic of the forest during the preliminary design process. After 
researching different types of light that could be integrated into the costumes, Lenz' 
final decision was with LED sequins. These LEDs shimmered across the fabric with a 
similar quality as the pointillism that I was initially drawn to for the forest, but the 
sporadic quality of the light reminded me of fireflies.  Combining this idea of fireflies 
with the pointillism lead me to discover long-exposure images of fireflies (as seen in 
fig. 1.5), which further solidified my ideas for the forest while complementing the 
integrated-lighting costume idea. This firefly idea proved to be beneficial for creating 
composition in the forest, especially since the team decided to forgo any use of 
atmosphere (haze or fog) out of concern for actors' safety with the high level of 
Fig. 1.5. Research Plate Three: The Forest; 
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physicality in their performance. Moreover, we could use the fireflies and pointillism 
both to represent the magic of the forest, and as a tool to further capture Bottom's lust 
for the forest. I also further explored the pallet for the lighting of the forest during 
these meetings, as represented in figure 1.6 by allowing for a cohesive quality to the 
forest while showing the progression time as well as complimenting the fairies and 
silk trees, which Kaufman and Lenz aided by providing me with samples of the 
fabrics they would be using.
One of the strongest developments of my design, as a result of the shift in my 
concept and point of view, lead me to solidify the sunrise of act four, scene one. I had 
previously connected the sunrise with Theseus' acceptance of the lovers' love, but 
through Hébert's vision of Bottom, he guided me to tie it to Bottom's monologue. 
 Fig. 1.6. (bottom) Research Plate Four: The Forest
10
This moment of resolution for Bottom would not only exist in between the world of 
the forest and the world of the court as it had in the mechanical's first scene, but it 
would be the beginning of a new day in which we finally found a fused balance 
between these two worlds (Fig. 1.7). 
Finally, while Hébert and I had discussed the use of followspots in the forest 
at our initial design meeting, through our design discussions we found that a possible 
exception for this use would be with act five, scene one: during the mechanical's 
performance of Pyramus and Thisbe. As Pyramus and Thisbe  was to be 
presentational in its style and implementation, I thought the followspot could also be 
used  to enhance the theatricality of the mechanical's play. In this instance, the change 
in intent with the followspot would result in a different aesthetic: a hard-edged spot to 
 Fig. 1.7. Research Plate Five: The Forest – Morning
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contrast the softer blended followspots of the forest (Fig. 1.8). To continue this idea 
of the theatricality of the mechanical's production, Kaufman and I were able to 
collaborate on the idea of footlights for Pyramus and Thisbe. Kaufman was able to 
design footlights in the form of hurricane lanterns, which matched the rest of the 
hand-made aesthetic of their production while allowing me to get the theatrical 
quality of lighting that I felt would best benefit the scene. 
Fig. 1.8. Research Plate Six: Pyramus and Thisbe
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1.3: Final Design Meeting
As a culmination of the preliminary design process, I completed color 
renderings for A Midsummer Night's Dream. These renderings were a tool to further 
convey my design concept to Hébert and the design team, as well as aid me in the 
follwoing steps in the design process.  
When approaching the renderings, I wanted to use different rendering styles to 
help convey the different qualities of the court versus the forest, which I could then 
blend together for the final scene. I chose to use Photoshop-generated renderings for 
the court so I could enhance the immense power and disparity of that world (Fig. 1.9-
10). To aid in the accuracy and cohesion of the production design as a whole, I used 
Fig. 1.9. Lighting Design Rendering One:The Court
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Kaufman's scenic design rendering (Fig 1.11) as a base for the lighting renderings, 
and I incorporated Lentz' costume renderings as the figures (Fig 1.12). 
Fig. 1.10 (top) Lighting Design Rendering Two:The Court; Fig 1.11 (bottom left) Scenic Design 
Rendering by Andrew Kaufman; Fig 1.12 (bottom right) Costume Design Rendering by Laree Lenz
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For my design renderings of the forest, including the mechanicals' forest 
location of act one, scene two, I worked with pastel, oil pastel, charcoal, and markers 
over a printed base of the Photoshop renderings on colored canson paper. I chose to 
work with a majority of non-digital mediums for the forest to further convey the 
painterly pointillism-inspired quality of the magic forest (Fig. 1.13-15).
 Fig. 1.13 Lighting Design Rendering Three: The Mechanicals
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Fig 1.14 (top) Lighting Design Rendering Four: The Forest; Fig 1.15 (bottom) Lighting Design 
Rendering Five: The Forest
16
Finally, to blend the two worlds for the final rendering, I used pastel and 
markers to enhance a Photoshop rendering to add the hints of the painterly world of 
the forest to the court (Fig. 1.16).
Fig. 1.16 Lighting Design Rendering Six: Pyramus and Thisbe
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Chapter 2: The Production Process
2.1: The Technical Process
Following the initial design process, the design team began the technical 
aspect of the production. Following the cost out, the designs – primarily scenic design 
– underwent several changes to allow for the designs to fit within the budget. One of 
the biggest scenic and lighting changes was the loss of a fiber optic star drop that 
Andrew Kaufman and I had hoped to use to add variety to the passage of night. 
Ultimately the loss of this drop proved to be a very positive change, as Kaufman and I 
were able to brainstorm together to create a solution that would give us the additional 
level of night that we had hoped for while keeping within the budgetary constraints of 
the design. The solution we found was to create a field of very stylized “stars” out of 
paper lanterns as seen in the Lantern Layout from Kaufman's design in figure 2.1. 
Each of these lanterns would contain an incandescent light bulb of which I would 
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Fig. 2.1 Lantern Layout designed and drafted by Andrew Kaufman
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then be able to control the intensity. To further articulate this idea, I completed an 
additional rendering in the same style as my previous forest renderings (Fig 2.2). 
The new “stars” were ultimately an excellent addition to Kaufman's beautiful 
design, and they led to another new development that we were able to collaborate on 
as well: a moon. While the stars very much fit in the stylized world Kaufman had 
created, especially the Chinese-infused aesthetic, we discussed that they could be 
made even more cohesive with the world of the forest if we were able to introduce 
another similar element. We developed the idea together, and Kaufman's design for 
the moon became an important element in the overall composition of the forest. 
Fig. 2.2 Lighting Design Rendering Seven: The Forest
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Moreover, the moonlight became an important driving force in my design for the 
forest. As the design team explored the solutions to challenges that arose as a result of 
the technical process, Hébert continued to be supportive in guiding our designs 
toward our single unified vision. 
One big challenge of designing A Midsummer Night's Dream arose with the 
limited fly space in the theatre. Due to the nature of Kaufman's design, there were 
many scenic elements that needed to fly in and out, which drastically limited the 
space for electrics. Kaufman and I worked closely together with the technical director 
and the electrics shop coordinator to ensure both the scenic and lighting needs of the 
show could be feasible. Kaufman was understanding of my lighting needs, and I tried 
to consolidate design ideas and implementations as much as possible to allow us to 
effectively share the overhead space (Fig. 2.3). These collaborations were imperative 
to the realization of my lighting design, and the completion of my technical drafting 
plates (See Appendix II). 
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Fig. 2.3. Kay Theatre – A Midsummer Night's Dream Lineset Schedule
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2.2: The Rehearsal Period
Throughout the rehearsal period for A Midsummer Night's Dream, the 
discussions between the design team and the director continued to flourish.  By this 
point in our collaborative process, Mitchell Hébert and I had developed a strong level 
of trust, along with the rest of the design team. Just before the rehearsal process had 
started, Hébert had conceptualized a prologue for the piece to clarify our view of the 
story coming from Bottom's Dream. This original prologue featured Bottom alone on 
the stage “dreaming,” while the fairies would creep around him and whisper “dream” 
in both Chinese and English. We discussed how this could be an excellent moment to 
use the integrated lighting in the fairies' costumes, so that they were voices and 
twinkles that emerged from the dark around Bottom.  I completed a rough rendering 
for what that movement could look like as seen in figure 2.4. During the rehearsal 
process, however, Hébert discovered that this idea was not working and he reached 
out to the design team to help find a solution. My rendering was no longer relevant to 
the production, and is an example of one of the design ideas that never made it into 
the final production, but from which evolved a more successful vision. 
In order to create a prologue that worked for our version of A Midsummer 
Night's Dream, we discussed as a group, the meaning of the prologue for us, and what 
we wanted it to convey to the audience.  One of the challenges with the prologue was 
allowing for a seamless transition between it and the opening tableau of the court that 
we had discussed in our design meetings. Hébert had also discovered that one aspect 
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of his original idea that did not work was how literal it was. We wanted to suggest 
that Bottom was the reason all of the events of the evening fell into place, without
 blatantly telling our audience that they were watching Bottom's dream. During our 
discussion, we determined that the subtlety of this gesture was an important element 
and we discovered that a way to solve some of the challenges of the prologue would 
be for the opening court montage to stem from one of Bottom's actions during the 
prologue: ultimately the act of Bottom picking a flower.  Finally, through Hébert and 
David Demke – the actor playing Nick Bottom – 's critical character development 
during the rehearsal process,  we discovered that it felt truthful to Bottom's character 
Fig. 2.4 Lighting Design Rendering Eight: The Prologue
24
that he be unaware of the effect this momentous action could have on his world.  
Kaufman suggested that the flower be a peony, which was a strong symbol in Chinese 
culture and already a present design element, which subtly connected the flower to 
the court.  Hébert then entrusted me to instill the magic of the world of Midsummer 
into this single flower, and the act of Bottom plucking it. Without having had the 
flexibility to continue to create and explore the designs during the rehearsal process, 
and having built trust in one another as a design and directing team, we would not 
have been able to fully conceptualize this idea. 
Following the development of the prologue, and continuing throughout the 
entire rehearsal process Hébert , Kaufman, and I continued discussions on the 
transitions from scene to scene that had begun during the design and production 
process. These collaborations also included a lot of discussion on the time of day 
throughout the story, as Midsummer was to take place over the span of roughly 36-
hours. As a result of these discussions, and being able to attend rehearsals throughout 
the process, I completed storyboards for the production. Being able to see the staging 
and the directing and acting choices, following the evolution of my design towards 
the Hébert's cohesive vision, and having completed the technical aspects of the 
design, I was able to focus my design ideas more, and think in terms of the tools with 
which I had to light the production. These storyboards, as seen in figures 2.5 – 2.13, 
served as personal guides towards the broad look and feel of certain moments in the 
play, and became helpful tools once we were in the theatre. 
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Fig. 2.5 (top)  Lighting Design Storyboard: Act I, Scene 1 – The Court Tableau; Fig. 2.6 (bottom) 
Lighting Design Storyboard: Act I, Scene 1 – The Court 
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Fig. 2.7 (top)  Lighting Design Storyboard: Act I, Scene 2 – The Mechanicals; Fig. 2.8 (bottom) 
Lighting Design Storyboard: Act II, Scene 1 – The Forest
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Fig. 2.9 (top)  Lighting Design Storyboard: Act II, Scene 2 – The Forest; Fig. 2.10 (bottom)  Lighting 
Design Storyboard: Act III, Scene 1 – The Mechanicals
28
Fig. 2.11 (top)  Lighting Design Storyboard: Act VI, Scene 1 – The Forest; Fig. 2.12 (bottom) Lighting  
Design Storyboard: Act IV, Scene 1 – The Morning
29
Fig. 2.13 Lighting Design Storyboard: Act V, Scene 1 – Pyramus and Thisbe
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Chapter 3: The Technical Rehearsal Process
3.1: The Theatre
Beginning to work on a production in the theatre is one of the most exciting 
points of the design process. However, going into the technical rehearsals (tech) for A 
Midsummer Night's Dream was also stressful due to the large and complex scale of 
the production, as well as the challenges of working in multiple languages and with 
two different cultures. The technical rehearsal process was also to be the first time the 
design team would be directly working with Yu Fanlin, Mitchell Hébert 's co-director 
from NACTA. Prior to tech, Hébert expressed to the design team that we should view 
our time in the theatre as half of what was scheduled due to the nature of working in 
two languages, and the time necessary for translations. He also reminded us that we 
had designed a very bold and powerful show, but we should be prepared to simplify 
ideas and aesthetics as we continue through the final stage of the process. Hébert 
wanted to stress that cuts and changes that arose during tech would be for the 
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betterment of the production, and we should remain flexible and not take any of these 
cuts personally. This attitude that Hébert instilled on the design team of embracing 
the challenges of the technical rehearsal process and keeping our design simple, but 
flexible within the scope of our vision was very helpful in continuing to grow our 
team's collaboration and trust, as well as allowing us to meet the challenges that did 
arise head-on and effectively solve them. The technical rehearsal process, is one in 
which we were continuously working together as a design and direction team to 
create the best and most cohesive version of our story possible.
The first notable challenge we encountered was with the transition between 
the prologue and the first court scene of the play.  Hébert and I had extensively 
discussed how Bottom would pluck the peony flower from the stage, which would 
trigger the world of the court to materialize as a tableau behind the translucent show 
curtain to lead us into the court. However, when I began to create this moment in the 
theatre, my initial interpretation of this moment proved to be unsuccessful. I had 
interpreted “tableau” as a visual snapshot of the court scene to follow, but in the 
theatre Hébert and I discovered that this felt very abrupt, and didn't fully convey that 
magic we hoped to instill in the act of Bottom picking the peony. After working with 
Hébert and Matt Neilson's music during this moment, I was able to change the 
lighting such that it looked like the world of the court grew out from the flower, 
which made the transition much more successful. 
We encountered a similar challenge with the first look of the court. I initially 
created the high-contrast directionality that had always been a part of my research and 
32
design concept. However, as this scene was very much in the style of traditional 
Peking opera, the level of shadow this high-contrast created made Yu Fanlin very 
uncomfortable. In keeping flexible with the design idea, I worked with both directors 
to create a look for the court that maintained the powerful-but-rigid quality I had 
intended, while balancing the shadows and allowing for the traditional Peking opera 
movement and style to be more clearly visible. This compromise allowed me to 
address the directors' concerns while maintaining the basic idea behind my initial 
design choices. 
As a team, we came upon an unexpected complication with the appearance of 
one of the scenic elements. Andrew Kaufman's design for the forest had included 
several flower drops consisting of netting with silk flowers secured to it with the 
intention of creating an illusion of a canopy of floating flowers overhead. Due to my 
personal inexperience in working with this kind of scenery, and through oversight on 
both mine and Kaufman's part, we discovered that we could lose the intended effect 
very easily under certain lighting systems. I did have the tools to effectively treat the 
flower drops, but not being able to use certain systems to maintain the right quality on 
them limited my pallet. Kaufman and I collaborated with Hébert to find a successful 
balance by refining the number of scenes the flower drops were used so that I could in 
turn effectively treat the drops and continue to develop more variety in the scenes. 
Another opportunity to work very collaboratively with the directors, the 
design team, and the performers arose when we reached act two, scene two: the 
bower scene featuring the fairies' aerial silks choreography.  This scene had a number 
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of challenges associated with it: we wanted to bring in seven additional silk “trees” 
and have the fairies appear to materialize from within the trees, leading with their 
integrated LED lights. As the fairies would be performing choreography on the aerial 
silks, and Titania would be in the bower approximately ten feet above the deck, actor 
safety was also a big concern for us. We wanted to clearly tell the story of the fairies 
putting Titania to sleep, and casting away any evil spirits from her during their 
movement. Finally, we wanted the scene to feel as though the fairies' magic fully 
imbued the forest. We rehearsed the scene many times in work lights to ensure that 
the performers felt comfortable with their movement, and then slowly pulled down 
the light. I had to experiment quite a bit with different looks during this scene to 
achieve the feel that we wanted:
The timing and manner in which the silk trees were lowered became very 
important, as did using slight movement in the firefly-inspired lighting to give a sense 
of moving deeper into the forest, while practically allowing the performers to get to 
their places onstage without being noticed. This required the scenery, crew, stage 
management, lighting, and the LED costumes to be very specifically timed out so that 
every element seamlessly worked together. The reveal of the fairies then required a 
very sensitive balance in the lighting to allow for the fairies to emerge from the dark 
by their twinkling LED’s first, then appear to materialize and grow from this 
twinkling so we could see their movement. We discovered that the strong sidelight 
caused the scene to look too much like traditional dance lighting, which Hébert 
encouraged me to move away from, as we lost the chimerical quality that was needed 
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to tell the story.  Finally, Hébert asked for my help to make it clearer that the fairies in 
the aerial silks were casting away any evil in the forest and protecting the fairy queen. 
This again, required some experimenting of different ideas before I was finally able to 
achieve a look that both Hébert and I felt was right: I was able to find a balance in a 
low level of backlight, which made the fabric appear to be glowing from the inside. I 
coupled this with finely adjusting the color of the sidelight to a very deep lavender 
that popped the fairies' skin while avoiding the standard dance lighting look. Finally, 
as the movement and music built in the song, I added layers of the pointillism-
inspired textures to the scene, which caught the fabric as it moved and added 
dimensionality. To further the storytelling, as the fairies moved up into the air to cast 
away the evil spirits, I pulled the lighting up off the floor with them, and added a 
shimmering effect to Titania's bower to enhance the feeling of their protective spell 
over her. 
An equally challenging movement-based moment that required a lot of 
experimenting was a fight scene between Puck and Lysander, which was carried out 
in very traditional Peking opera style during act three, scene two. The nature of the 
fight sequence implies that it's very dark. Yu Fanlin explained to us that in China, the 
performers themselves could convey the darkness well enough that the audience 
understood the idea, even when the performer were lit with the same bright intensity 
of the rest of the show. To better adhere to our American audience, and to keep the 
sequence connected to my existing representation of time of day during the whole 
production, Hébert and I wanted to address this suggested darkness with less 
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ambiguity, while ensuring the audience would be able to see and understand the fight 
sequence. We played around with different levels of intensity, different color choices, 
keeping the same look for the whole sequence versus visually matching a shift in 
intensity of the fighting, and reached out to other members of the design team for 
opinions on what could work. After looking at different options over the course of 
several runs of the show, and checking in about what we thought worked or didn't 
work in this version, we were finally able to work out a sequence of lighting looks 
that had continuity with the rest of the show and truthfully portrayed the moment. I 
began the scene with a deep hazy blue that suggested the darkness, which filling the 
look in with a steely blue front light to allow use to still see the performers after 
having found the followspots to be distracting during their vigorous movement. 
Having established this “dark night” look, I was able to add to the build of intensity in 
the fight along with the addition of the traditional pekking music: I broke away from 
the more realistic version of darkness and dropped all the color out of the scene to 
allow us to really hone in on the performers movement. As the fight reached it's 
conclusion, I pulled back down to a similar look as the opening of the fight. 
Finally, the followspots proved to be a design challenge and source of 
collaboration between Hébert and myself. Going into the tech process, I had 
anticipated using the followspots heavily during the night scenes in the forest with the 
intention of being able to create a sculpted and painterly version of the night while 
allowing the audience to still clearly see the performers. Hébert approached me early 
in the process expressing concern that the followspots were distracting, and 
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encouraging me to look for alternatives. Over the course of tech, we continued to pare 
down the usage of the spots.  Hébert and I continued to discuss their use, and he was 
very encouraging in reminding me to trust my own work, and that I would be able to 
achieve the sculpted quality with the tools I already had. The additional assistance of 
the electric shop in changing the color of one of the front light systems further aided 
my ability to light the actors and sculpt the forest while keeping the sense of 
nighttime. With our continued communication on the followspots, Hébert helped me 
develop the intent behind their usage, thus allowing us to utilize them at the fullest 
potential. 
The University of Maryland's School of Theatre, Dance, and Performance 
Studies and National Academy of Chinese Theatre Arts'  A Midsummer Nights' 
Dream was an incredibly challenging, demanding, and ultimately triumphant 
production. Through the growing and trusting relationships that the directors, cast, 
crew, and design team were able develop through our collaboration over the span of 
the production process, we were able to realize a powerfully unified vision in our 
telling of Shakespeare's work. As the lighting designer, each step in the process 
strongly lent to the next, both in my own work and thought process, and also in the 
building of our teams' collaborative relationship: without which I do not think my 
own level of design would have been possible. 
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Chapter 4: The Production
4.1: Final Design Concept Statement with Production Photographs
A wave of sunlight blasts through the majestic towers of bamboo, cutting 
blades of snow-white into the bamboo floor (Fig. 1.) The sunlight floods down across
Theseus' shoulders, his regal shadow swept out from beneath him. The world of
Fig. 4.1. Act I, Scene 1: Thesus and Hippolyta.. Photo by JD Madsen
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Theseus' court in is one built in the spirit of tradition. As beautiful and powerful as 
the sparkling structured brocade worn by the people of the court, the rigid sun-blaze 
adds to Theseus' power over the land. The love-less destiny that Theseus has laid out 
for the passionate lovers advances with their pewtered shadows, stretching in front of 
them seemingly forever, until one simple weaver named Bottom plucks a peony 
unawares, thereby spinning a new fate for himself and the courtiers.  
In a world teetering amongst a mightily lovelorn court and a dizzyingly 
passionate forest, A Midsummer Night's Dream tells the heartwarming story of a 
man, Nick Bottom, trapped between the rigidly biting sunbeams and the malleabley 
shimmering fireflies desperately trying to make something of his life (Fig 4.2) 
Unbeknownst to him, Bottom weaves these worlds together by discovering the power 
and freedom the characters of Midsummer crave, and the one thing they need to 
Fig. 4.2. Act I, Scene 2: The Mechanicals – Like a Lion. Photo by JD Madsen.
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obtain it: love.  In entwining the lovers and the fairies as he goes about his own 
journey of self-discovery, Bottom carries the welcoming embrace of a sapphire 
chimera of the forest back to the people of the blazoning sunlit-court, bringing a long 
awaited peaceful balance to their world. 
Fluidly flowing trees shimmer in and out of the soft dusting of a lavender 
twilight sky (Fig. 4.3) as the lovers flee the court's hard pull to the magical world of 
the forest Sprites flit among the trees through the milky azure air, gliding through the 
hopeful ember speckles of fireflies (Fig. 4.4-5) and a fairy-king summons the 
moonlight with the wave of his hand (Fig. 4.6). Plucked out from the increasing depth 
of velvety ocean blues with the comforting hand of the moon's silvery glimmer, 
Bottom finds himself amid the bewitched creatures that are ruled only by youthful 
splashes of vehemence and passion (Fig. 4.7-8). 
Fig. 4.3. Act II, Scene 1: Puck and Cobweb. Photo by Stan Barouh. 
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Fig. 4.4 (top). Act II, Scene 1: Titania; Fig. 4.5 (bottom). Act II, Scene 2: The Fairies' Lair. Photos by 
Stan Barouh. 
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Fig. 4.6 (top).  Act II, Scene 1: Puck and Oberon.; Fig. 4.7 (bottom). Act IV, Scene 1: Bottom and the 
Fairies. Photos by Stan Barouh. 
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Fig. 4.8. Act IV, Scene 1: Titania and Bottom. Photo by Stan Barouh. 
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Morning arises and the cerulean fog of cupid's flower begins to lift. A balance has 
fallen among the lovers and fairies (Fig 4.9-10), and Bottom awakes as the sweet
Fig. 4.9 (top). Act IV, Scene 1: Moth. Photo by Stan Barouh; Fig. 4.10 (bottom).  Act IV, Scene 1: The 
Lovers. Photo by Stan Barouh. 
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cantaloupe glow of the waxing sun glides over quiet forest floor. As Bottom explains 
his fanciful “dream,” and comes to realize that having now felt the pure freedom and 
bliss of being in love, he must always strive to keep it in his heart, the honey beams of 
the sunlight pierce the horizon sending a cacophony of candied orange and lemon 
streams into sky: the fluttering hope of the fireflies ignited in the daybreak-sun.  
Bottom is reunited with his true heart as he finds himself back among the mechanicals 
on the way to the court. (Fig. 11) But where once the unrelenting sunlight was met 
with the equally stubborn bamboo walls of tradition and order, Theseus' court now 
greets the heartfelt harmony of the lovers and the mechanicals. Gently floating across 
the shoulders of Theseus and the lovers, the soft air of a new day opens the way for 
the mechanicals to begin their play: the tragic love-lost tale that might have come to 
be for the fair people of the court, had Bottom not plucked the peony (Fig. 12).
Fig. 4.11. Act IV, Scene 2: The Mechanicals. Photo by Stan Barouh. 
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Fig. 4.12. Act V, Scene 1:  The Mechanicals in Pyramus and Thisbe. Photo by Stan Barouh. 
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